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Get to know your camera 


ITN 


1 Footage counter 

2 Lever for disengaging spring motor 

3 Spring motor winding handle-spring run: 28 sec. 
at 24 f.p.s. 

4 Reflex viewfinder 

5 Reflex viewfinder closing lever 

6 Frame counter 

7 Shaft for film rewind crank 

8 Threaded holes for various accessories and motors 

9 Film plane guide mark 

10 Variable shutter dial and control lever 

11 Coupling spindle for electric motor ESM 

12 Exposure control knob for instantaneous (I) or 
time exposures (T) 

(single frame filming) 

13 Front release for normal running 

14 Filming speed selection knob 

15 Side release for normal running, continuous film¬ 
ing (M) and single frame exposures (P). Can be 
operated by cable 
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16 Upper spool shaft for feed spool 

17 Loop former locking lever and opening knob 

18 Upper sprocket 

19 Upper loop former 

20 Pressure pad locking pin 

21 Pressure pad 

22 Lower loop former 

23 Film knife 

' 24 Lower sprocket 

25 Lower spool shaft for take-up spool 

26 Retaining arm 

27 Spool ejector 

28 Feet setting on footage counter 

29 Lever for suppressing audible signal 

30 Knob for opening loopformer* 

31 Saddle for 400 ft. magazine* 


* H 16 RX-5 and SBM 
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H16SB/SBM 




H16RX-5 



32 Tightening ring (bayonet-type) 

33 Filter-holder locking knob 

34 Gelatin filter-holder 

35 Bayonet-mount locking lever 

36 Turret lever 

37 Hole for turret locking plug 

38 Gelatin filter-holder 

39 Turret locking clamp 

40 Exposure meter shoe 

41 Auxiliary multifocal viewfinder attachment 

42 Cover opening knob 

43 Cover for the clapstick lamp housing (supplied 
with the sync-pulse accessory with the ESM motor) 

44 1/4' and 3/8" thread for attaching the camera 

45 Serial No 


Camera H16SB is identical, except for the parts 
required for attaching the 400 ft. magazine. 
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16 mm films 


The H 16 RX-5 end SB/SBM cameras take 100 or 50 ft. 
spools of single or double perforated 16 mm film. 
H 16 RX-5 and SBM cameras equipped with the 400 ft. 
magazine can also take 200' films on spool or 400' films 
on core. Films with a single row of perforations are used 
when a magnetic track is to be added to the original 
film. 

At each extremity of the film there is a leader—approx¬ 
imately 6 ft. at the beginning and 3 ft. at the end—to 
prevent the sensitive film being exposed to light dur¬ 
ing loading or unloading. These leaders are usually 
removed by the processing laboratories. 


Black-and-white and colour films come In various 
sensitivities, which are expressed in ASA or DIN 
degrees and indicated on the Instructions leaflet 
accompanying each film. The date before which the 
film should be exposed Is normally stamped on the 
film pack. 16 mm film Is available In the unprocessed 
condition with a magnetic stripe for sound recording. 
We would advise you against using this film: the mag¬ 
netic layer can cause premature wear on the parts 
which come into contact with it, particularly the pres¬ 
sure pad, and metal particles may find their way into 
the camera mechanism. 
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Film running times at the following filming speeds 


f.p-s. 

12 

18 

24 

32 

48 

64 

1 m fco 3 ft) 
16m(~ 50ft) 

30 m (^100 ft) 

10.9 sec. 

2 min. 44 6ec. 

5 min. 28 sec. 

7.3 sec. 

1 min. 49 sec. 

3 min. 38 sec. 

5.5 sec. 

1 min. 22 sec. 

2 min. 44 sec. 

4.1 sec. 

1 min. 1 sec. 

2 min. 3 sec. 

2.7 sec. 

41 sec. 

1 min. 22 sec. 

2 sec. 

30 sec. 

1 min. 1 sec. 


The reflex viewfinder _ 

The optical system of the H 16 RX-5 and SB/SBM 
cameras allows for through-the-lens viewing during 
filming as well as when the camera is not running. The 
picture formed on the ground glass of the reflex prism 
is absolutely free from flicker. 

The reflex viewfinder enables framing and accurate 
focusing. In addition, it enables you to estimate the 
- depth-of-field, to check on the filter being used and to 
evaluate the illumination of the scene. 

The reflex prism deflects, into the viewfinder, an average 
of 25 % of the light passing through the lens. This factor 
has been taken into account in the table of exposure 
times on page 13. 


i 

Adjusting the viewfinder eyepiece to the opera¬ 
tor's eyesight. This adjustment adapts the viewfinder 
to the operator's eyesight, whether or not he wears 
spectacles, and remains the same for all lenses used 
on the camera. It is advisable to check this adjustment 
from time to time. 

1. Remove the lens. 

2. Loosen the eyepiece locking screw. 

3. Point the camera at a well-lit subject (sky, white 
wall, etc.). 

4. Turn the milled ring of the eyepiece until the grain 
of the ground glass appears perfectly sharp. 

5. Tighten the locking screw. 


If this adjustment is correct a subject at infinity should 
appear perfectly sharp at full aperture, with the distance 
setting ring on the lens to infinity (oo). 
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Closing the viewfinder. If the reflex viewfinder is not used during filming, 
close it by moving the small lever (a) into a vertical position. If it is left open, 
there is a risk of sunlight or artificial light from behind the camera entering the 
viewfinder eyepiece and fogging the film. 

Focusing. Open the diaphragm wide, then turn the distance setting ring until 
the picture is in sharp focus on the ground glass. Then close the diaphragm to 
the correct setting. 
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Diaphragm setting 

The lens diaphragm controls the amount of light 
reaching the film and is adjusted according to the 
lighting conditions, the film sensitivity, the filming 
speed and the position of the variable shutter. The 
amount of light admitted by the diaphragm is doubled 
8t each successive setting, starting from the highest 
figure. For instance, moving the diaphragm setting 
from f/11 to f/8 doubles the amount of light passing 
through the lens. 

The Bolex exposure meter was designed and cali¬ 
brated especially for your camera and allows for the fact 
that about 25 % of the light is deflected into the viewfinder 
by the reflex prism. The exposure meter fits on to a 
special shoe (see page 4). 

The use of the exposure meter safeguards against 
exposure errors. In the table opposite, use the figures 
given under the heading "photometric exposure time": 
they have been calculated to allow for the light deflected 
by the reflex prism. 



Exposure times (in fractions of a second) 


Filming speed 

Shutter open 
Lever up 

Shutter K closed 
Lever on % 

Shutter Yi closed 
Lever on 1 

Real Photometr. 

Real Photometr. 

Real PhotomGtr. 

12 f.p.s. 

16 f.p.s. 

18 f.p.s. 

1/33 1/40 

1/45 1/55 

1/50 1/60 

1/45 1/55 

1/60 1/75 

1/70 1/87 

1/75 1/94 

1/100 1/125 
1/110 1/137 

24 f.p.s. 

1/65 1/80 

1/90 1/112 

1/150 1/188 

32 f.p.s. 

48 f.p.s. 

64 f.p.s. 

1/90 1/110 

1/130 1/160 
1/180 1/220 

1/120 1/150 
1/180 1/225 
1/240 1/300 

1/200 1/225 
1/300 1/375 
1/400 1/500 

Speed 

control knob 
on 

18-64 f.p.s. 

Exposure 30 "* (selector in position 1) 

1/30 1/40 




















Filters 


a 



To insert or replace a gelatin filter, proceed as 
follows: 

— Open the filter mount by pushing the lever in the 
direction shown by the arrow. 

. — Trim the gelatin filter to the required size (simply 
divide a filter 2 * square into 4 sections of 1 * * 1 *). 

— Separate the two sides of the filter mount slide the 
filter into position and replace the lever, making sure 
that this is correctly angled in relation to the filter 
mount notch (e). 

Focusing adjustment. Placing 8 filter behind the lens 
slightly alters the lens focusing. However, the necessary 
correction is automatically made when the reflex view¬ 
finder is used. 

Important. Because of its distance from the film plane, 
the filter mount cannot be used as a mask holder for 
trick effects, such as keyhole and binocular cut-outs. 
The shape of the mask will not appear on the film and 
it will only darken the scene. 


H 16 SB/SBM 


A filter-holder (a) slides in the lens mount In front of 
the reflex prism. 

This filter-holder is removable and can be set to two 
positions: 

Filter-holder pushed in completely, lever In slot (c); 
the gelatin filter Is in the filming position. 

Filter-holder half-way: lever turned back into slot (d); 
the gelatin filter is not in use. 

To remove filter-holder, push knob (b) downward and 
pull lever horizontally. 


Note 

A filter-holder should always be in the camera to 
prevent stray light from fogging the film. 





e 
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H 16 RX-5 



The H 16 RX-5 movie-camera Is provided with a slot into which the filters fit 
between the turret and the reflex prism. The filters therefore remain In place 
whichever lens Is being used. When filming without a filter, an empty filter 
holder should be left in the slot to prevent light Infiltration which would 
fog the film. See that the filter mount is firmly located in the slot. 

Mounting gelatine filters. Filters are mounted as follows: 

1. Remove the fastening clamp (a) from the filter mount. 

2. Open the spring blades (b) and (c). 

3. Insert the cut-out-filter (d) between the blades. 

4. Press the spring blades (b) and (c) together between thumb and index finger. 

5. Replace the fastening clamp (a). 

When you have finished, put the filter-mounts in their case to protect them from 
dust. 
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A set of 4 gelatine filters is supplied with the camera. 

The 1 A Skylight filter for colour films, tones down 
excessive blue and improves colour reproduction (in the 
shade or overcast weather, for distant shots, when 
filming in snow or at high altitudes). This filter requires 
no diaphragm correction. 

//he 85 Daylight filter for colour films is a conversion 
filter. It is used for filming in daylight with Kodachrome II 
Type A artificial light film. When setting the diaphragm, 
remember that colour film for artificial light used with 
the 85 Daylight filter, has the same sensitivity as a day¬ 
light colour film used without filter. 

The Yellow 8 filter is used for increasing contrast in 
black-and-white films. 


The 96 Neutral Density ND 0.60 filter can be used 
with both black-and-white and colour films and in no 
way affects colour reproduction. As the ASA sensitivity 
is reduced four times, the diaphragm can be opened 
two stops. This filter is used: 

1. When the lighting conditions and the film sensitivity 
require an aperture lower than the smallest stop on 
the lens. 

2. When it is desired to reduce the depth-of-field in 
order to achieve special effects (sharp foreground 
against blurred background). 


Type 

Open 

diaphragm 

or 

divide 

ASA 
rating by 

Kodak Wratten 1A Skylight 

_ 

_ 

Kodak Wratten 85 Daylight 

*/» stop 

1.6 

Kodak Wratten 8 Yellow 

1 stop 

2 

Kodak Wratten 96 ND 0.60 

2 stops 

4 


The filter effect depends on the type of film, its sensi¬ 
tivity and the lighting conditions. The diaphragm correc¬ 
tions indicated above should therefore be used only as 
a guide. 17 



















Camera operation 



Winding the motor 

Move the side release to STOP and the motor dis¬ 
engaging lever to MOT. Lift the motor winding handle, 
which automatically engages with the spindle, snd 
turn anti-clockwise. Wind the spring motor fully but 
without forcing it then lower the handle and secure 
it on catch (a). Otherwise, there is a risk of it turning 
with the motor during filming. 

Fully wound, the motor drives nearly 18 ft of film, i.e. 
28 seconds' filming time at the speed of 24 f.p.s. 
Make a habit of rewinding the motor after esch take, 
regardless of how much power is still in reserve. 

Filming speeds 

The camera has seven filming speeds: 12, 16, 18, 24, 
32, 48 and 64 frames per second. 

To select the desired speed, turn the control knob (b) 
until the corresponding figure is opposite the red dot. 
When the film is projected at normal speed (18 or 
24 f.p.s.), a lower filming speed will produce an accel¬ 
erated motion effect while a higher filming speed will 
give a slow motion effect. When changing filming speed, 
do not forget to alter the diaphragm setting. When 
changing from 24 to 32 f.p.s., the diaphragm should 
be opened half a stop, from 24 to 48 f.p.s. by a whole 
stop and from 24 to 64 f.p.s. by 1 % stops (see page 13). 


Important. When the camera is not loaded, it should not be run at speeds over 
32 f.p.s. as this could damage the mechanism. 


Release selector 


The H16RX-5 and SB/SBM cameras can be used for normal, continuous or 
single-frame filming. These different operations are controlled by the side release. 

Normal filming. This filming method is suitable for most general shots. The 
camera runs as long as the operator depresses the front release or pushes the 
side release towards M (generally by using a cable). 

Cable release. For maximum stability, when the camera is mounted on a tripod, 
it is advisable to use a cable release which fixes, by means of an adapter, onto the 
side release knob. 

Single frame filming. Push the side release to P. 

Instantaneous: turn the knob until the guide mark is in position I. Time 
exposures: guide mark in position T (for use in poor lighting conditions, such 
as indoors). 

When making time exposures, open the variable shutter fully or one of its blades 
may mask part of the picture. 

You can also use the electric motor and the Bolex Variotimer single-frame control 
unit which ensure absolutely constant exposure time for every frame at the selected 
speed. This prevents the slight flicker which inevitably results from using a spring 
motor. 

Single frame filming is used for tiller, cartoons, scientific films and various trick 
effects, particularly accelerated motion (clouds, sunsets, comic effects, etc.). 
Use a cable release to prevent any risk of camera movement 



; -*r> 


' -■V: -- *’ V y: .y.. 



















Continuous filming. Push the side release to M. 

The camera will continue running as long as the motor is wound. To stop the 
camera, move the side release back to STOP. 

Disengaging the spring motor. The spring motor can be disengaged as 
described on the following page. 



ESM self-regulating multi-speed motor 

The ESM motor which fits on to the H 16 RX-5, M-5, SB and SBM cameras is 
designed for filming with synchronous sound recording. This electronically 
regulated auxiliary motor drives the film at the perfectly stabilized speeds of 10, 
18, 24, 25 and 50 f.p.s. and is used with the same Crystal Control Unit and Sync 
Pulse equipment as the H 16 EBM Electric camera. 


Hand cranking. The mechanism of the H 16 RX-5 and 
SB/SBM cameras can operate in reverse as well as 
forward motion by means of a small auxiliary crank. The 
spool can thus be fully rewound and a partly exposed 
film removed from the camera. This is particularly useful 
___ for special effects, such as lap dissolves, double expo¬ 
sures and trick effects. 

- To rewind the film: 

1. Disengage the motor by moving lever (1) to 0. If you 
feel a slight resistance towards the end, do not 
force the lever but press the front release while 
continuing to move the lever. 

2. Move the side release (2) to M (continuous filming). 

3. Close the variable shutter by lowering lever (3) 
so as not to fog the film. 

4. Turn the hand crank (4) in the direction of the 
engraved arrow but do not try to rewind the film 
faster than allowed by the speed governor. 

To resume normal motor-driven operation, move the 
side release to STOP and the disengaging lever to 
MOT. 

Do not forget to re-open the variable shutter. 


Important, The reverse system is designed for 
rewinding only and should not be used for filming. 





























Variable shutter 




The H 16 RX-5and SB/SBM cameras ere equipped with 
a shutter whose aperture can be varied both when the 
camera is running and when it is stopped. This enables 
you to reduce exposure time without changing the 
filming speed. In dazzling light, such as snow and water 
scenes, the variable shutter can be used to reduce 
exposure, thereby often eliminating the need for a 
neutral density filter. 

The shutter can be locked in each of its four positions 
by pushing the lever inwards. The % and % closed 
positions are marked on the face of the lever by the 
figures % and 1, which signify: 

Ya closed position (marked Yi)\ the diaphragm should 
be opened half a stop to compensate for the reduced 
exposure time, due to the shutter being V* closed. 

'A closed position (marked 1): the diaphragm should be 
opened one stop. 


A triangular warning signal appears in the 
reflex viewfinder when the variable shutter 
is not in the fully open position. 



Use of the variable shutter. The variable shutter 
enables you to achieve various effects, without the 
need for any other accessories. Some are described 
below. 


Dissolves 


Fade-in. A film beginning abruptly with a title or a 
brillantly lit scene may dazzle the eyes of an audience 
in a darkened room. The eye needs only between 
% second and 2 seconds to become adapted to the 
brightest screen image, if the transition is gradual. In 
such cases, it is a good idea to introduce the opening 
scene with a fade-in, using the variable shutter, as 
follows: 

1. Close the variable shutter without locking the 
control lever. 

2. Start the camera with the left hand while simulta¬ 
neously opening the shutter with the right, using the 
lever. To ensure a smooth movement, press the 
middle finger against the edge of the turret and, 
holding the small black lever knob firmly between 
thumb and index finger, move the lever gently for¬ 
ward (see picture opposite). 


Before beginning to film, practice making this move¬ 
ment smoothly and, particularly, making it last the 
desired time. Duration can be checked by repeating 
aloud a previously timed phrase. Alternatively, you 
can use the audible signal (see page 32). 

3. Continue filming until the end of the first sequence. 

4. For safety's sake, lock the lever in the "open" posi¬ 
tion before filming further sequences. 
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Fade-out. A gradual darkening at the end of the last scene avoids an abrupt 
finish. The fade-out can be slower than the fade-in and is achieved In the same 
way, only In reverse order. 

Transitional fade. If you cannot avoid linking two scenes with an appreciable 
difference in light, the transition will be smoother if you end the first scene with 
a fade-out and begin the second with a fade-in. To avoid a break In continuity, 
these two fades should not last longer than two or three seconds. 

Lap dissolve. A lap dissolve is unquestionably one of the most pleasing ways 
of linking two sequences. It is made by superimposing a fade-in on a fade-out 
so that one picture gradually disappears as the next gradually appears. This 
makes for a very smooth transition during which the picture brightness scarcely 
varies. 

To produce a lap dissolve: 

1. Close the sequence with a fade-out without interrupting filming and without 
regard to the frame counter. 

2. Lock the shutter in the "closed" position. 

3. Set the two dials of the frame counter to zero. 

4. Disengage the motor and rewind the film in reverse until the frame counter 
indicates the figures corresponding to the duration of the fade-out. An 
example is shown on the table opposite (page 25). 

5. Move the side release to STOP and the lever to MOT. 

6. Frame the second sequence and release the shutter lever. 

7. Press the release and simultaneously make a fade-in of the same length as 
the previous fade-out 

8. Continue filming. 


N. B. Producing these fades is greatly facilitated 
by using the variable shutter automatic control, 
the RX-FADER. 


Duration of fade in seconds 

Filming speed 


18 f.p.s. 

24 f.p.s. 

IK 

973 

964 

2 

964 

952 

2% 

955 

940 

3 

946 

928 



Double exposures 

In order to enhance the artistic effect of a sequence, 

the professional cameraman sometimes uses double 

exposures, i.e. the superimposing of two different 

scenes filmed on the same length of film. 

To double expose the whole sequence: 

1. Set the lens diaphragm according to the lightmeter 
reading. 

2. Half close the variable shutter by locking the lever in 
position "1". 

3. Set the frame counter to zero. 

4. Film the first scene. 

5. Note the reading of the frame counter. 

6. Fully close the variable shutter and lock the lever in 
that position. 

7. Disengage the motor and wind the film back until 
the frame counter again reads zero. 

8. Engage the motor. 

9. Free the variable shutter lever and lock it in position 
" 1 ". 

10. Film the second sequence until the frame counter 
reaches the figure noted under point 5. 

11. Open the variable shutter and lock its lever in that 

position. 25 








Loading 


Now that you are familiar with the various features of 
your camera and know how they are operated, you are 
ready to start loading. 

To avoid exposing the edges of the film to light, the 
cemera should be loaded In a dimly lit place, well away 
from sunshine. 

Before loading the camera: 

1. Set the side release (1) to STOP. 

2. Set the disengaging lever (2) to MOT. 

3. Move the selection knob (3) until the number corres¬ 
ponding to the desired filming speed faces the red 
dot. 

4. Wind the camera (page 18). 


Inserting the film 

Turn the lid opening knob in the direction marked by the 
arrow O, then lift off the lid. The inside of the camera is 
as shown in the illustration. 


Prepare to load the film as follows: 

1. Check that the pressure pad pin (a) is locked and that 
the pressure pad cannot open. 

2. Remove the empty spool from its spindle by pressing 
ejector (b) and place the spool holding the film on 
the upper spool shaft (film should run in the direc¬ 
tion indicated by the engraved arrow). 

In the film gate, the dark, shiny side of the 
film (the backing) should face towards the 
back of the camera and the light matt side 
(sensitized) towards the lens. 

3. Using the film knife, cut off the end of the film 
diagonally between two perforations, as shown in 
the illustration. Remember to remove the piece which 
has been cut off. 


























8. Insert the end of the film Into the slot In the core of 
the take-up spook Rotate until about three turns of 
film have been taken up and place the spool on the 
lower spool shaft 

9. Turn the take-up spool by hand, clockwise, to take 
up any slack film. 

Final check. Press the release and run the camera 
for several seconds to ensure that the film is advancing 
normally and the loops at either end of the film gate are 
forming correctly. 

Replace the lid snd lock it by turning the knob in the 
direction indicated by the 8rrow. If it does not lock, do 
not force the ring I The spools or the pressure pad may 
be incorrectly positioned. 

Finally, press the release until the film leader has been 

4. Close the loop formers by moving the control lever taken up. The camera is now ready for use. 

• (c) parallel to the pressure pad. 

5. Press the release while simultaneously pushing the 
end of the film against the sprocket (illustration 
opposite). The film Is automatically threaded 
into the camera. 

6. Continue to depress the release until 10 to 12" of 
film have passed through the drive mechanism. 

7. Open the loop formers by pressing knob (d). (If you 
accidentally leave them closed, they will automati- 

30 cally open when the camera lid is replaced.) 



Footage counter 

The footage counter shows the length of film that has been exposed. Once the 
camera is loaded, this counter reads ft. Run the camera until the figure 0 arrives 
opposite the white line in the centre of the red mask. This indicates that the film 
leader has been taken up and you can start filming. The counter automatically 
returns to ft. when the camera lid is removed for loading or unloading film. 

The footage counter is sufficiently accurate for ordinary filming. For special effects 
that require absolute precision, the frame counter should be used. 



Frame counter 


By indicating the exact number of frames exposed, this counter is invaluable for 
scientific studies, as well as various effects, such as lap dissolves and double 
exposures. It is also very useful for single frame filming (animation technique, 
see page 39). 

The upper dial adds the frames in forward run and subtracts them in reverse 
run, from 0-50 frames. 

The lower dial totalizes, in units of 50, the frames in forward run and subtracts 
them in reverse run, up to 1000 frames. 
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Beyond this figure, the cycle starts again and the figures shown on both dials 
should be added to the 1000 frames already totalized. Take no notice of the 
relative positions of the dials but only of their readings. 

You can easily check if the figures shown on the frame counter refer to the first 
or second cycle, by looking at the footage counter. 1000 frames of 16 mm film 
correspond to 25 ft 

To set the frame counter to zero, use knob (a) which controls the upper dial 
and knob (b) which controls the lower 'totalizer" dial. 



Audible signal 

A clicking sound marks the passage of each 8* of film and is heard approximately 
every second at the speed of 24 f.p.s., every 1}4 seconds at 18 f.p.s. The length 
of a scene can thus easily be estimated while filming. To reduce the strength of 
the audible signal, or to eliminate it altogether, move the small lever inside the 
camera, next to the counter pin, towards zero. 












Unloading 


When the film Is fully exposed 

When the footage counter shows that the film is enti¬ 
rely exposed, run the camera for about 10 seconds to 
wind the end leader on to the take-up spool. Before 
opening the camera, make sure there is no film left in 
the gate, as follows: 

Move the exposure knob guide mark to position T and 
remove the lens to revesl the aperture. Then push the 
side release to P to open the shutter. If any film remains, 
it will be seen, as an ivory coloured rectangle, in the 
aperture. Only one frame will be lost by making this 
check. Do not open the camera in bright light or the 
sensitive film may be fogged. 


Spool ejector. This device simplifies spool changing. 

A slight pressure on the ejector lever frees both spools, 
which can then easily be removed from the camera. 
Holding it firmly so that the film cannot unwind, place 
the full spool in its metal container. 


When the film is only partly exposed 

A partly exposed film can be removed from the camera 
as follows: 

^ Note the figure on the footage counter. 

2. Close the variable shutter. 

3. Disengage the motor and rewind the film until the 
sign ft. appears opposite the white line in the mask. 


4. Open the camera lid and unload the camera in a dim 
light. 

5. Do not forget to open the variable shutter before 
beginning the new film. 



To replace a partly exposed film In the camera: 

6. Load the camera as described on page 29. 

7. Close the variable shutter. 

8. Press the release until the footage counter reaches 
the figure already noted. 

9. Before beginning to film, it is advisable to press the 
release and run the camera for a second or two, to 
avoid the risk of double exposure. 

N. B. For greater accuracy, use the frame counter 

which enables you to recommence filming from exactly 

the frame where you left off. 
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Macro- and microcinematography 

Every day, scientists, businessmen, engineers—and countless amateur movie 
makers—use micro- and macrofilming techniques for studies and research. The 
movie camera has proved invaluable for recording actions and phenomena which 
are normally impossible to observe. 

Macrofilming is the filming of minute subjects, still or moving, at very short range. 
This is achieved by increasing the distance between the film plane and the lens 
seat with extension tubes placed between the camera and the lens. Bolex 
produce a set of four extension tubes which increase the lens seat/film plane 
distance from 5 mm to 75 mm. For maximum definition, the lens focusing must 
be adjusted with extreme accuracy. Here again, the reflex viewing system will 
ensure perfect framing and distance setting. 

Microcinematography consists of filming with the aid of a microscope and is 
principally used to record various chemical and biological processes. 
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16mm FILM RUNNING TIMES (25fps) 

For rough calculations of the running times of films, the easy lengths to 
remember are: 

400 ft is 10 minutes 40 seconds 
100 ft is 2 minutes 40 seconds 
10 ft is 16 seconds 


FEET 

TIME 

FEi 

1 


1.6s 

51 

2 


3.2s 

52 

3 


4.8s 

53 

4 


6.4s 

54 

5 


8.0s 

55 

6 


9.6s 

56 

7 


11.2s 

57 

8 


12.8s 

58 

9 


14.4s 

59 

10 


16.0s 

60 

11 


1 7.6s 

61 

12 


19.2s 

62 

13 


cn 

CO 

o 

CM 

63 

14 


22.4s 

64 

15 


24.0s 

65 

16 


25.6s 

66 

17 


27.2s 

67 

18 


28.8s 

68 

19 
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38.4s 
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41.6s 
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46.4s 
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49.6s 
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1m 
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1m 
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98 
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1m 

18.4s 
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1m 

20.0s 
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1m 

21.6s 

200 

5m 

20.0s 

1m 

23.2s 

300 

8m 

00.0s 

1m 

24.8s 

400 

10m 

40.0s 

1m 

26.4s 

500 

13m 

20.0s 

1m 

28.0s 

600 

16m 

00.0s 

1m 

29.6s 

700 

18m 

40.0s 

1m 

31.2s 

800 

21m 

20.0s 

1m 

32.8s 

900 

24m 

00.0s 

1m 

34.4s 

1000 

26m 

40.0s 


1m 36,0s 
1m 37.6s 
1m 39.2s 
1m 40.8s 
1m 42.4s 
1m 44.0s 
1m 45.6s 
1m 47.2s 
1m 48.8s 
1m 50.4s 
1m 52.0s 
1m 53.6s 
1m 55.2s 
1m 56.8s 
1m 58.4s 
2m 00s 
2m 01.0s 
2m 03.2s 
2m 04.8s 
2m 06.4s 
2m 08.0s 
2m 09.6s 
2m 11.2s 
2m 12.8s 
2m 14.4s 
2m 16.0s 
2m 17.6s 
2m 19.2s 
2m 20.8s 
2m 22.4s 
2m 24.0s 
2m 25.6s 
2m 27.2s 
2m 28.8s 
2m 30.4s 
2m 32.0s 
2m 33.6s 
2m 35.2s 
2m 36.8s 
2m 38.4s 
2m 40.0s 










Visual Storytelling 
The Plot. 

Conventional we think simply of stories in beginning/middle/end 
but whatever the ups/downs, pace, slow or fast buid up, eta the 
most important factor is that it holds our/the audiences attention. 

Hence that oft heard phrase “conflict is drama" points the way. 

The emotional doorway to the story is the protagonist, the story is a series of events, each 
event being a meaningfull change that happens to that someone and that change having 
avalue - an emotional or ethical value - usualy change comes through conflict. Their 
action and/or the visual imagery used to tell the story gets interesting if it’s not whats 
expected. Through the reincorporation of images/ideas/moments clues are laid. Finaly 
leading to the ideal resolve; one which is surprising but yet inevitable. The story should 
be a strong but simple one.. 

Script, Structure & Treatment 

Moving towards script and storyboard stage we have our basic plot and characters and 
now pad our plot out more into a treatment before moving to a full description and 
shot/sequence construction. From the basic outline of the plot you should develop a 
treatment of the film - working the story out thoroughly - get it into shape - it’s nuts n' bolts 
sturdy structure! Be aware of what is driving the story on - suspense, humour, curiosity, 
etc... - be aware of momentum, timing, etc. Be aware - beats (those essential emotive 
moments) form scenes, scenes form sequences (a scene is set in one location, a 
sequence of scenes may be in various location and time spaces but as a whole, a 
sequence, deals with a particular storypart) and sequences form acts. Most films are 
made up of three acts. Finalise the script. 

Shoot to Cut!. ' 

The Shots are structured with the end view - that when cut together they form a narrative - 
they will flow. It is possible to assemble a sequence of shots which condense real time 
down whilst giving the illusion of continuity - unbroken action. When storyboarding and 
in final preparation of your shoot your shots must be worked out considering many 
things.. COMPOSITION -size of subject in frame, position of subject in frame, position of 
subject to b/ground, f/ground, others, etc....CONTINUITY OF ACTION - direction of 
eyeline, subject movement within frame, camera movement, etc.THE SEQUENCE OF 
SHOTS IN RELATION TO EACH OTHER-Watch how sequences are cut together. 
The French term mise-en-scene is quite literaly putting in the scene; the direction 
encompassing the performance, camera placement and movement, lens choice, 
composition, etc. Always consider carefully the dramatic intentions, who and in what way 
should the viewer identify with, knowing the heart of the film means come what may 
(whatever sod’s law slings youre way) you can maintain the narrative, performance and 
overall artistic intentions of the film. 

Storyboard 

Structure out in shots - tell this story now in pictures. What kind of shots - establishing 
wide (WS), moving with the subject (PAN), a cut away, an extreme close up (ECU), 
parallel action (showing same time, other action/place but connected action), medium 

shot (MS), etc.Storyboarding from your script will help make it clearer if the sequences 

are working, if they will cut together, it reveals the proposed coverage and cutting patterns 
and so it will help all those involved in the production to have a clear usefull overview. 
You don’t have to be a great artist - many a great director has sketched out matchstick 
men style silverscreen stars on their storyboards. It should be informative, giving a clear 
indication of shot size, angle on subject and the action/dialogue it is covering. You don’t 
need to draw every frame; especially in shot/reverse shot conversations but storyboarding 
can help you organise your thoughts on coverage, cutting patterns and style and 
communicate them clearly to the camera and art departments. 
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Another great visualising tool/method is to use a stills camera to make 
up a photo-storyboard. With the obvious advantages that the photo - 
graphic medium will offer; it’s optical and graphic properties, depth of 
field, focal length, lens choice and light and art dept, notions can be explored. Equaly so 
some sequences are better sketched due to difficulties of staging, due to location, extras, 
access, action, art dressing requirements, etc.. But particularly on smaller dramatic scenes 
with a small cast Bearing in mind the comic strip nature of a storyboard, the realities of 
shooting in the location with the performance for real, there should be room in drama (not 
commercials where they are a blueprint bible that cover all backs concerned) for creative 
divergence, provided it is in keeping with good storytelling. 

Line Script 

Mark up a shooting script, the script with scene nos. headings, with pencil lines bracketing 
portions of the scene, ech representing a camera angle with brief identifying description 
This is a key tool for the Director, Camera Dept., Sound Dept, Continuity, and AD 
(Assistant DirectorO , indicating how much coverage you’re shooting: Shows what edit 
choices you have in the overlaps, where there may be gaps or weak points, and also will 
assist in finding ways to combine shots if time is running out. 

On the actual shoot the continuity person will mark up a fresh copy as an actually 
shot.line script. This along with continuity, sound and camera report sheets go 
to the editor in the cutting room. 

Floorplans 

This is a usefull tool to design camera positions to maximise the shot/set-up ratio whilst 
still giving you a strong variety of shots. It will allow the director, and continuity to check 
that no shot crosses the line, and assist the AD in scheduling the most efficient shooting 
order for the shots.The floorplans should be marked with camera positions, performer 
action and stage-line. Also possible principle lighting set-ups can be marked up too, if 
desired. 

Shot List 

Shots are numbered as per scene/storyboard: eg scene 1 shot 1 ELS snowy landscape 
with small black car crossing. 

Budget 

A financial overview & reviews from start to finish are vital. Remember things like 
transport & sustinence need financial & logistical planning. 

Equipment List 

The more detailed this is the less chance there is of forgetting to bring a vital piece of kit 
to/on any particular location/day, or conversely leaving it there.Each department is 
responsible during production for labeling up, checking, organising to list their equipment, 
consumerables and stock. 

Props List 

Responsibility of the art dept. Compiled marking up script; highlighting those mentioned & 
noting others. Gather props, finalise list with source or potential source, label up 
unobtrusively to help with their return later. 

Locations 

Find suitable locations, remember the larger the better, it can be dressed for looks, and 
will ALWAYS look much smaller on film. Photocopy and mark up relevant pages from A-Z. 
Include public transport and parking information, address, phone, etc. Also supply the 
names & contact nos. for localk police & hospital, identify location by both script name and 
actual. 

Remember:: “Ail mistakes happen in preproduction” 
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Casting & crewing 

For cast advertise in PCR, search spotlight & contact agents, etc. 

Conduct casting sessions idealy partialy to (video) camera. 

Finalise crew and crewing positions. 

Contact Sheet 

Phone numbers and addresses for ALL crew, cast, equipment, stock and facilities suppliers. 

Call Sheet 

Lists Locations (with phone nos. & addresses), personnel, equipment and times. This 
should include the Location Maps & info, the contact sheet and shot list to be covered that 
day. Relevent departmentment paperwork should also go to all heads of departments eg a 
script, storyboard, detailed equipment lists, etc All crew and cast should be given call 
sheets for each day of the shoot. Along with detailed movement orders; who gets where, 
when & how. call times for sections or individual crew and cast to arrive at the main base 
unit. Expected wrap time. 

A PRODUCTION CHECKLIST 

Good rehearsal not just for actors but for camera and sound provides clarity, it avoids time 
and stock wasting, Aim for a successful first take. Only retake if and when you are clear on 
why and how to get a better shot.lt is better to have stock in hand to shoot beter coverage 
than to overshooot a shot with little improvement. 

Cut aways and close-ups are essential for good coverage, under time and stock pressure 
be sure to get them. Remember they use little footage or time for that matter, but hold great 
value in terms of good visual storytelling. 

Is there adequate cover without wastage for each scene? 

Has the narrative point of view been adequately established and maintained. Can you 
identify all the key narrative points 

Does each shot ADD to what has gone before, are you clear about it’s function? 

Are you exploiting the locations &/or set-ups your Art Dept, has given you, is all your money 
on screen, but for the right reason? There must be a purpose. 

Does your track or crane shot really serve the film, the storytelling, well? Does it 
proportionately weigh up against the time and money involved? 

Are the eyelines right? Are the staging lines being considered. 

If shooting s mastershot would it not play better in MS rather than wide? 

You must schedule in geography shots. Is this really cinema ....why? Are your developing 
shots taking the story somewhere or wasting time and stock? 

Have you got those vital closeups or have they gone by the by under pressure? 

Have you got a back up plan to keep the story if shots or scenes have or will be lost? 

During the shoot you must be able to think on your feet no matter how tough the going gets. 
This is why good strong preproduction is so important, there is always a solid structure to 
return to. 
































































An Overview 

“All mistakes happen in preproduction” 


Production 
Process 1 


A PRODUCTION PROCESS GUIDE CHECKLI ST 

Preproduction 

- Scriptwriting (from idea through to full script) 

- crewing 

- Gather and study appropriate reference material (eg other films, 

photographs, paintings etc). 

- Preproduction meetings with Camera, Sound, Art and Editing Depts. 
Aesthetic & practical considerations to realise project. 

- Work out outline production schedule - make up production board 

- Budgeting - developed from initial proposed budget, updated & reviewed 
regularly 

- Fundraising, dealmaking and donation hunting.. 

- Further production meetings with “heads” of all departments. 

- Work out detailed production schedule 

- Script revision 

- Casting 

- Location Scouting 

- Shooting Script 

- Equipment List . * 

- Props List 

- Storyboarding 

- Booking equipment 

- Arranging film & sound stock 

- Arranging Insurance 

- Establish Lab contacts 

- Line script 

- Shot list 

- Rehearsals 

- Floorplans &/or Lighting plans 

- Build or Set dressing 

- Contact Sheet 

- Final preproduction meetings 

- Call sheets & Location Maps & details 

Production 

- Pick up & test equipment 

- Shooting all principal photography + if poss. 

- Sound recording (including wild tracks, fx, and atmos) 

- Process film rushes daily if poss. 

- transfer sound regularly 

- view rushes daily 

- Ideally sync, rushes daily 

- production stills 

- Wrap shoot, return equipment, props, etc. 
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A POST-PRODUCTION PROCESS GUIDE CHECKLI ST 
Post-production 

- Work out detailed post-production schedule incl. recording music, opticals (if 
any), shooting titles, dub, neg cutting (if appropriate), final lab facility 
requirements, any ADR or additional sound gathering, any reshoot or 
additional imagery, etc.. 

- Synch rushes 

- Rubber number synched rushes 

- Log rushes then break down as per slates. 

- All sound rushes in addition ie wild, fx and atmos tracks should be logged 

- Collate all paper work from the shoot - line script, continuity notes, camera & 
Sound report sheets, Lab report sheets, logging notes, Director’s notesetc. 

- Establish a clear system for filing rushes and trims 

- Make first assembly edit 

- View and discuss with director ideas for first “fat” rough cut 

- Rough cut 

- Record & lay in temp music if appropriate 

- Record & find additional sound material required 

- Shoot any additional imagery required 

- Book dub 

- Book rostrum, artwork etc. if required 

- View & discuss rough cut with director 

- Make fine cut 

- Arrange opticals if required 

- Cut in any optical effects 

- Shoot titles 

- Cut in titles 

- Lock Picture 

- Record & lay in final music 

- Lay tracks 

- Make up dub charts 

- Dub 

- Mark up work print for neg cutting (if appropriate) 

- Send to neg cutters 

- send sound mix for transfer to optical neg 

- Deliver cut neg (A + B rolls) & optical neg to lab 

- discuss grading requirements with grader @ lab. 

- View 1 st ansa, print 

- Discuss any corrections* required 

- view 2nd ansa print if applicable* 

- View and Collect show print 

- get telecine from print 

- Viewing & assesing 

- Screening 

- distribution & festivals 

- don’t forget stills & publicity 
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Kodak Commercial 


15-11-99 


Items to be budgeted for: 


Item 

Cost 

2 x Actors travel allowance @ £5.00 each 

£10.00 

2 x Actors food allowance @ £5.00 each 

£10.00 

Tea & coffee for the crew 

£7.00 

Peugeot 306 hire car @ approx. £32 a day + £3 petrol 

£35.00 

Minibus (transport of equipment) + petrol 

£25.00 

2 x bottle of Supermarket Mineral Water 

£1.50 

2 x bottles of Perrier 

£1.50 

Bag of shopping 

£5.00 

Smoke Machine 

£15.00 

Electricity 

£10.00 

Total 

£130.00 


At the moment we are working on an estimated budget of €130. 
To cover this cost I am asking each crew member (13) to 
contribute £10. Some of the figures are only approximate and 
in these cases I have tended to over-compensate to allow for 
any unforeseen costs which may arise. This means that 
hopefully I will be able to give you some money back if all 
goes well. 

If anyone cannot maK this contribution, for whatever reason, 
or has any ideas on how to reduce the budget, please tell me. 
Otherwise, give us yer money: cash or cheques accepted (made 
payable to me). 




















DYKE BLEND 


DIRECTOR: 

PRODUCER: 


Eva Weber 
T amara MacLachlan 


PRODUCTION OFFICE: 

52 Valmar Road 

London SE5 9NG 0171 733 3507 


CALL SHEET NO: 
DATE: 

ARTISTES RHSL: 
MAIN UNIT CALL: 

SPARKS: 
B'FAS.T AVAIL: 


1 

SUN23RD 1996 

AT LOCATION 
0900 AT LOCATION 
0800 AT LOCATION 
0900 AT LOCATION 


LOCATION: 1. Pitcher & Piano 

69-70 Dean Street 
London W1 5HP 


SETS: 

1. Resturant INT downstairs 

2. Restaurant INT upstairs and downstairs 


- 0171 434 3585 


SCENE NOS 1. Episode 4, ScIO 
2. Episode 8, Sc 19 


ARTISTE 


CHARACTER 


P/UP M-UP' W/ROBE 


R/H ON SET 


Episode 4, Sc 10 int, 1 (3,5,7) (2,4,6) (8,10,11,12, 13) 


Fay Masterton 
Audrey Tom 


Donna 

Louise 


0700 0800 0900 

0800 0900 1000 


1030 

1030 


Extras x 2 waiters call for 0900 


1030 


Episode 8, SC 19 INT, 4 (6,8,) (5,7) DOWNSTAIRS 
1 1,3,9,2,(1A) UPSTAIRS 


Fay Masterton 

Donna 

1300 1400 

1500 

Audrey Tom 

Louise 

1400 1430 

1500 

Richard Ryder 

Husband 

call time 1300 

1500 

Andrew Dennis 

Boyfriend 

call time 1300 

1500 

Extras x 10 called for 1330 


1500 


ART DEPT/PROPS: 

As per Sadie Frederick’s instructions 

CAMERA/LIGHTS/GRIPS: 

As per Gerry McCulloch's instructions 

SOUND: 

As per Michelle Mascoll's instructions. 

MAKE-UP: 

Facilities ud and runnina for 0800 

WARDROBE: 

Facilities ud and runnlnd 0900 

STILLS PHOTOGRAPHER: 

Channel Four Photographer Laurence Cendrowicz 



















LOCATIONS: 


As per Production Manager's instructions. 


CATERING: Breakfast available: 


0800 at location 1. 

1300 approx at location 1. 

1800 approx at location 1.. 


Lunch: 

Supper: 


Tea/Coffee/ drinks available. 


Numbers: 27 


ARTISTES TRANSPORT: 

Tamara MacLachlan to pick up Audrey Tom at 0800 am from Flat 4, 84 Canfield Gardens, 
London NW6 and convey to location 1. 

V' * - 

Justin Herbonnet to pick up Fay Masterton at 0700 from 58a Granby Road, Eltham SE9 1EN 
and convey to location 1.' 

Richard Ryder and Andrew Dennis to make their own way arriving at 1300. 

Extras x 10 as per Kim Maddever’s Instructions to arrive at 1330. 

Estimated wrap time 2100 


TRACY BASS 
Production Manager 
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Planning and producing a moving image product 


Fig. 4.18 

An example, of a 
production schedule 


The final element of the pre-production preparation is the production 
schedule (see below). 


MONDAY 2 SEPTEMBER 


LOCATION: The Cottage. Somewhere. Someplace 

CONTACT: Mr L Lookafter (Caretaker) Tel: Somewhere 56789 

LOCATION CATERERS: Cake & Biscuit (Tel: 1234 101112) 


UNIT TRANSPORT: As Location Manager's Sheet 


On entereing Somewhere from the South, take the 1st left at 
the roundabout into Nearlythere Road. Follow road to 
T-junction. Turn right into Thisisit Road and The Cottage is 
immediately on your right. 

0800 at Dressingroom Hotel (for costume and make-up): 
Twinkle Starlet (Tiffany) • 

Diva Primadonna (Crystal) 

Betty Notsogood (the Maid) 

Boy Racer (Brett Moneybags) 

Sugar Daddy (Sir Hugh Moneybags) 

0915 R VON LOCATION : Crew and artistes 

1400 A Limousine - (driver to collect from hotel) 

0930-1300 SHOOT 1/6, 1/9 

1300-1400 LUNCH 
1400-1715 SHOOT lll/I.IV/7 

1715 WRAP 

SHOOTING ORDER: 


Ep/Scene 

Pages 

Int/Ext 

Time 

Location 

Characters 

Cameras 

Shots 

1/6 

1-4 

Ext/Day 

Garden 
• by lake 

Tiffany. 

Brett 

Sir Hugh 

1.2.3 

1-12 

1/9 

5 

Ext/Da*y 

Garden 
by lake 

Crystal/the 

maid 

1.2 

13-18 

111/1 

6-9 

Ext/Day 

Garden by 
flowerbed 

Brett/ 

Sir'Hugh 

1.2.3 

19-29 

1W7 

10-11 

Ext/Day 

Garden by 
flowerbed 

Limousine/ 

Crystal 

1.2 

30-36 


DIRECTIONS: 


CALL TIMES: 


SCHEDULE: 


Production Schedule 


Production scripts give guidance about the elements of the programme 

-what’s going to end up on tape; production schedules give instructions 

about: 

• what equipment is needed 

• what props are needed 

• which personnel are needed 

• how to get to locations 

• when to arrive at locations 

• any necessary names of contacts at locations 

• times that performers are needed at the location (this is important as it’s 
not a good idea to keep people hanging round while you’re untangling 
bits of cable - you need happy performers) 

• details of accommodation, meals and so on 

• any useful local addresses and telephone numbers - police, taxis and 
other such contacts. 
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Main actor is a man called Joe. Secondary is his girlfriend Julie. Also 2 
colleagues of his. 

Scene opens at a breakfast table with a kitchen. 

Julie( ridden with flu, she sneezes) 

Ooohh...l feel miserable, How come you never get the flu. 

JOE 

I take my precautions(he swallows a vitamin). 

JULIE (getting something from the cupboard) 

You’re unbelievable, you know that. Always bursting with positive vibes 

She tries to close the cupboard but it doesn’t close. JOE comes up, closes it, 
kisses her goodbye. 

JOE 

Gotta go. 

JULIE, on the telephone, obviously to a friend 
I mean how can he always be so calm. 

Scene: JOE in a traffic jam. His watch indicates 9.00a.m. 

JULIE(voice only) 

.. .always considerate... 

Scene: 

JOE opens the door to a lady at his workplace. 

JULIE(voice only) 

...always setting his own rules... 

JOE comes ingto his office, he is dressed in a blue suit with a red T-shirt, while 
his other two colleagues are dressed in very formal grey suits and red ties. 
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JULIE (voice only) 

... always getting the work done... 

Pull out from a series of model covers for a magazine called pow, featuring bikini- 
clad ladies. At the other desks his colleagues get a stack of dossiers in the IN- 
tray. One of them opens opens his and finds it full of graphs and pie chart. He 
looks jealously at JOE who is now on the phone discussing business, ith a s mile 
on his face. 


Cut from the office wall clock indicating 10.00a.rn to the canteen clock indicating 
1.00 p.m 

JULIE (voice only) 

...I mean really, he’s buzzed off about anything, it’s like he’s just had a dive in a 
fresh spring or something... 

In the canteen- Pan from colleagues eating nasty-looking sandwiches to JOE is 
in the contemplating a can of lucozade 

...how does he do it... 

Silence 

Loads of closeups as JOE drinks his lucozade. Sounds of sparkling bubbles. 
Next scene is back at JOE’s house. JULIE is still talking over dinner. 

JULIE 

It’s not normal to be so full of energy,one day you’ll burst all over the place. It’s 
not normal... 

JOE comes over to her, embraces her and kisses her on the forehead 
JULIE 

...but it is nice... 
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They both laugh like you laugh when you’re going to have sex right here and 
right now. 

JULIE( embracing JOE) 

So tell me then, could you be the perfect man. 

JOE sneezes. They both laugh. 

Still of bottle of Lucozade with some kind of blurb. 
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Ellipse partielle 

Une ellipse est partielle lorsqu'on effectue une rupture temporelle 
dans l'image - non pas clans le dialogue ni dans la partie sonore qui 
maintiennent inalteree l’unite chronologique de la scene. Voir l'illus- 
t ration. 



IV/ 3 : LA LETTRE - IARDIN • EXT-IOUR : 

[...] 

Nadine ouvre I’enveloppe. 

NADINE 

(lisant, voix interieure) 

Mon amour... Je sais que lorsque tu ouvriras cette lettre, ta rancceur et ton agressivi- 
te se seront repues de mon absence et tes lames acerees seront rouillees dans 
I’armoire de ta solitude. Pourras-tu... 

1V/4 - LA LETTRE - PONT DU NAVIRE - EXT-IOUR : 

Pierre, accoude au bastingage du navire, regarde I’ecume laissee par le sillage du bateau. 

NADINE 
(poursuivant, off) 

...un jour me pardonner de n’etre que ce que je suis ? 

H 


Comme vous pouvez le constater, l'ellipse est precieuse. Beaucoup 
de films amateurs souffrent du manque d’ellipses et d’autres sont 
mines d’incomprehensions par une mauvaise gestion de celles-ci. 

Attention, un spectateur egare est souvent un spectateur perdu ! 
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